The system of tone marks in Old Kyoto texts was adapted from the Chinese convention for marking tones: a dot placed next to a character at the lower left corner represented the píng (Even) tone, while a dot placed at the upper left corner represented the shăng (Rising) tone. Ramsey argues that though it "has been commonly assumed that the pitches of the Old Kyoto dialect were similar to those found in the dialect now spoken in the same geographical area" (161) this assumption is in fact erroneous. He lists the following correspondences (163): "Pitch data from representative dialects 13 are given in Table 1 . Phonetic shapes vary much more widely among the dialects, especially the Tokyo-type and the Kagoshima-type, than these samples indicate, but the data in Table 1 do represent all the accent distinctions, and these can be compared fruitfully to the Old Kyoto pitches. In Table 1 , a line over, under, or through a syllable represents a High, Low, or Falling pitch, respectively. As far as I can see, Kagoshima aki High-Low is a printing error for Low-High. In Table 2 , an accent represents a High pitch which is followed by a Low pitch, while A and B represent a final Low or High pitch, respectively. The pre-accented Kyoto forms have initial Low pitch.
Ramsey now identifies the Even and Rising tones of the Old Kyoto dialect as High and Low pitch, respectively (165). It follows that the location of the fall in pitch is preserved in the modern Tokyo dialect, whereas the pitch fall occurs one syllable earlier in the modern Kyoto dialect. This development may be called the Muromachi retraction, or simply Ramsey's law. The original pitch of the initial syllable is preserved in the Kagoshima dialect, where it has moved to the end of the word. Similarly, the rightward spread of the initial Low pitch yielded the merger of class 2.2 with class 2.1 in Aomori. This development was evidently earlier than the loss of initial High pitch in class 2.3 in the Tokyo type dialects. The Ryukyu dialects belong to the Kagoshima type. Classes 1.2 and 2.5 have defied explanation so far. The accentuation of the Kyoto type dialects points to an earlier floating High tone which is now realized as a Falling tone on the final syllable of the stem as a result of the Muromachi retraction. If the Chinese representation of the shăng (Rising) tone was employed to indicate Low pitch in Japanese, it could not unambiguously express a Rising contour consisting of Low plus High pitch. The so-called tōten "east-dot", which was placed slightly above the position normally used for the Even tone, may actually represent a Low-High (Rising) contour (cf. Ramsey 1979: 164, fn. 15) . The floating High tone was evidently lost outside the Kyoto type dialect area because the Muromachi retraction did not take place and original final long vowels were not preserved.
This takes us to the origin of the floating High tone. It has long been recognized that certain Japanese vowels arose from early contractions, e.g. ki < kii < *koi 'yellow', cf. ko-gane 'gold' < 'yellow-metal'. The long vowel of this word is preserved in the Myōgishō and in the Hiroshima dialect, where the floating tone was lost (cf. Martin 1987: 449) . We may now reconstruct an original Low-High tone pattern for this word. Similarly ame < *amai 'rain', kage < *kagai 'shade', koe < *kowai 'voice', for which an original High-Low-High tone pattern may be reconstructed. There is a remarkable collection of animal names in class 2.5, e.g. abu 'gadfly', ayu 'sweetfish', hamo 'eel', hebi 'snake', hiru 'leech', huna 'crucian carp', koi 'carp', kumo 'spider', saru 'monkey', sigi 'snipe', turu 'crane', zuku 'owl ' (cf. Martin 1987: 615f.) . This suggests the earlier presence of a suffix, perhaps *-u, which was lost but left a trace in the floating High tone.
In some disyllabic words the reconstructed High-Low-High tone pattern may have originated not from a suffix but from a lost medial vowel, e.g. hebi < fembi < *paimpi 'snake', Korean paymi (cf. Martin 1987: 404) . The initial syllable of this word is marked in the Myōgishō with a dot placed at the upper right corner, which represented the qù (Going) tone in the Chinese system. Though Martin follows Kindaichi's interpretation of this tone mark as a Low-High (Rising) contour (182, 350), there can be little doubt that it represents a Falling tone (cf. Pulleyblank 1984: 36, 59 ). This is in accordance with Ramsey's theory. It is also in agreement with the tone pattern of early Korean påyyam 'snake', which is HighLow.
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Other words where a medial vowel may have been lost are e.g. kumo 'spider', if this is from *koompu (Hattori apud Martin 1987: 463), and saru 'monkey' if from saaru (518), cf. also minna < *muinna 'all', where the Osaka and Kochi tone pattern Low-High-Low points to Proto-Japanese High-Low-High, similarly makka < *mat-aka 'crimson' < 'perfect-red'. Thus, it appears that the floating High tone originated from a redistribution of three pitches over two syllables.
A parallel floating Low tone cannot be reconstructed because it does not yield an overt reflex in the material. Yet the accentuation of particles points to a symmetry in the tonal system (cf. Martin 1987: 170) . The qù (Going) tone mark with the particles ni and wo points to a High-Low (Falling) tone contour while mo and yo were apparently Low-High (Rising) and koso was High-Low-High. The initial High pitch of the latter particle was evidently suppressed after a preceding Low pitch, as it was in the case particles. In the same way the initial Low pitch of mo was also suppressed after a preceding Low pitch, and so it was in yori, which had a Low-High-High tone pattern. When the particles became enclitics, they gradually lost their independent accentuation. This process was earlier with no than with the other case particles.
Why was the shăng (Rising) tone mark employed to indicate Low pitch in Japanese? The obvious answer is that this was the closest correspondence at the time when the notation was introduced, which may have been earlier or slightly later than the tonal split between yīn (upper) and yáng (lower) register in (late Tang?) Chinese. When the split became phonemic, the new Rising yángpíng tone (Mandarin 2) pushed the older Rising shăng tone (Mandarin 3) down, which gave rise to a series of adjustments in the separate dialects. The following table may serve as an illustration (cf. Norman 1988: 196, 202, 218 ; the numbers 1...5 refer to Low...High pitch): It is interesting to compare the Japanese notation with the Middle Korean system of tone marks, where píng, shăng, and qù denote Low, Low-High, and High, respectively (cf. Rosén 1974: 32) . This system is reminiscent of a wide range of Mandarin dialects where the yīnpíng tone is Low (Yángzhōu 21, Xīān 31, Tài-yuán 11) while the qù tone is High (all of these dialects 55). In the early 16th century the four Mandarin tones yīnpíng, yángpíng, shăng and qù were described as Rosén 1974: 117) . Thus, it appears that the Japanese use of the píng and shăng tone marks for High and Low pitch, respectively, reflects the perception of early Mandarin tones by a speaker of a level tone system. It follows that the raised low tōten "east-dot" reflects the lowered High yángpíng (Rising) tone in a natural way.
We may now reconsider the possibility of a genetic relationship between Japanese and Korean. The simplification of the phonological system and the absence of an elaborate morphology in Japanese have so far prevented scholars from reaching a uniform view on the genetic affiliation of this language. If both Korean and Japanese had a level tone system and an agglutinative structure, it is to be expected that the tone pattern of a word is determined by a sequence of inherent pitch features in the root and the following suffixes. Since cognate words in the two languages can easily have had different suffixes while original prefixes seem to have been absent, the initial tone of a word should be an inherent feature of the root and we should expect a correlation between the initial tones of presumed cognates in the two languages if they are genetically related. S.A. Starostin has recently listed evidence for three classes of tonal correspondence between Middle Korean and (Proto-) Japanese (1991: 84f.) . This material will now be reviewed against the background of the theory presented above and the information provided by Martin (1987) . I write å, ë, ï for the Middle Korean central vowels and c, ch for the unaspirated and aspirated palatals. 
